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Introduction

Americz’s first arts org,anizations were founded in sirnpler times. When
Henry Lee Higginson established the Boston Symphoay Orchestra in 1881,
its business affairs could be handled by a single paid manager, amply ad-
vised by Higginson himself. Approximately one mile from the orchestra’s
offices, the new Boston Museum of Fine Arts was also managed by a skeleton
crew, with trustees doing most of the work. Even in the 1950s, when the
resident theater movement began to grow, most theaters were administered
by their charismatic founders during moments stolen from artistic duties.
In all these settings, the key personnel were experts in the artistic work
at the core of their organizations’ missions. For many years, conductors,
curators, and artistic directors were undisputedly the most visible and most
important members of the institutional art world.

During the last two decades, however, fall-time administrative roles
have become more prominent in America’s arts organizations, and their
functions have become more formalized. Two factors have led to this
development: the internal growth of the organization and the increased con-
plexity of its external environment.

It is a staple of management literature that growth leads to differentia-
tion, and differentiation increases the demands on administrators.' As
organizations grow, they assume more tasks and need more employees to
perform the tasks they already have. As the numbers of tasks and employees
increase, functions that had becn carried out by a single person are delegated
to additional personnel, who may eventually be designated as a discrete
department. (In theaters, for example, artistic directors begat managing direc-
tors who begat marketing, development, and public relatious staffs.) The
more employ 2es and departments, the harder to coordinate their activities.
(The artistic director of the 1950s may have had a difficult time handling
his theater’s administrative chores, but at least his right hand knew what
hi; left hand was doing.) Consequently, management becornes more
essential.

vii
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MANAGERS OF THE ARTS

In addition, as the external enviromsuents of many arts organizations
become more complex, the amount and importance of managerial work also
increase.’ The museum director of the 1930s had only to manage his
curators and volunteers, pursue collectors, and, if the muserm benefited
from municipal funds, court an occasional politician. The museum direc-
tor of the 1980s seeks support not just from private patrons, but from cor-
porations, private foundations, and the state and federal governments as
well. To maintain legitimacy in their eyes, the director must be more con-
cerned than ever before both with the museum’s ~ublic image and success
in attracting visitors, and with its ability to prodrce reasonably complete
and auditable accounts that meet the requirements public and private agen-
cies impose. Consequently, museums today are more likely than those in
the past to have an assistant or associate director for administration, a con-
troller, and departments like marketing, public relations, development, anc.
government relations that concern themselves with the museu 2’s relation-
ships with its environment; and musenm directors today devote more time
to administration and public relations and less time to scholarship than did
their predecessors.

These changes have been widely acknowledged. Interviews with the
chief executive and operating officers of arts organizations suggest that most
arts organizations’ boards have become increasingly concerned with the
quality of administration. Service organizations have established internships,
workshops, and other training programs to prepare and assist administrators.
The National Endowment for the Arts, through its ‘‘Services to the Field”’
funding categories, has aided many efforts to improve administration, and
many state arts agencies sponsor extensive technical assistance programs.
Private foundations have supported workshops, conferences, and arts ad-
ministration degree programs, as well.

But despite this activity, we have known little atout the individuals
who occupy the top administrative posts in our nation’s arts organizations.
Until now, research in this area has been restricted primarily to salary studies.
Such research is valuable, of course, but it tells us little about either €x-
ecutive labor markets in the arts or the executives themselves—their
backgrounds and training, their careers, and “eir attitudes on management
and policy issues.

Methodology and Design

The research presented in this report was conducted to provide practitioners,
donors, and policymakers with information on the administrators of four
kinds of arts organiza.ions: resident theaters, art museums, symphony or-
chestras, and community arts agencies (CAAs).’
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INTRODUCTION

in 1981, survey instruments were mailed to the chief operating officers
(identified by initial phone calls to the target organizations) of four popula-
tions of arts organizations, with reouests that they be completed and returned.
These were followed by a second mailing, zlso including a survey form,
and, where necessary, by . follow-up postcard and by one or more telephone
calls. Each survey instrument was reviewed by at least one National En-
dowment for the Arts program staff member and at least one staff person
at the appropriate service or~anization.

Although we sought to survey top managers of the major organizations
in each of the fields studied, the population definition differed somewhat
among the four. The residen: theater population consisted of managing direc-
tors of the 165 meniber resident theaters listed in Theatre Profiles 4 of the
Theatre Communications Group. Wherever a resident theater had both an
“executive producer’’ and a ‘‘general manager,”’ the producer was
surveyed,’ as were several artistic directors who also acted as managing
directors for their theaters. In one case in which a theater was managed
collectively by its artistic personnel, no survey was administered.

The 165 theaters surveyed included all or almost all of the largest resi-
dent theaters in the United States, as well as most of the artistically promi-
nent ones, the membership of the League of Resident Theaters, and all 29
theaters listed as having staff on the National Endowment for the Arts’
Theater Policy and Grants panels from 1977 through 1979. In addition,
these theaters received approximately 80 percent of all Endowment grants
to theaters in 1979. Although one study of the nonprofit theater universe
counted 620 nonprofit theaters in the United States in 1980, only some were
resident theaters.’> Of those, the group surveyed was less likely to include
very new, very small, or very poor theaters, or theaters devoted largely
to social rather than to conventionally defined aesthetic goals.

In the case of orchestras, we surveyed all managers of U.S. member
organizations in the major, regional, and metropolitan categories of the
American Symphony Orchestra League (ASOL). Interviews indicated that
all orchestras in the *‘major’’ and *‘regional’’ categories and 95 of approx-
imately 105 orchestras in its ‘‘metropolitan’’ budget range were ASOL
members. (These three categories accounted for 156 organizations in
1979.¥

Because the American Association of Museums (AAM) does not publish
lists of art (as distinct from other) museums, identifying the largest art
museums was more complicated than identifying major resident theaters
and orchestras. From the National Center for Educational Statistics (NCES)
1978 Museum Universe Survey’ we drew up an initial list of 137 art
museums with operating budgets of $120,000 or more, to which we added
art museums reporting either attendance of 60,000 or more, or a total budget
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of $220,000 cr more.® This list was then checked against the Museum
Directory 1980 to screen out museums incorrectly classified as art
museums,’ and to the remaining 175 institutions we added 17 that were
not included in the NCES list: 13 art museums that reported budgets of
$500,000 or more in the 1978 Ame.ican Art Directory, and 4 whose direc-
tors were members of the As.ociation of Art Museum Directors
(AAMD) " The total population of large art museums thus .crived
numbered 192.

To develop a list of CAAs, we began with a survey made by the National
Assembly of Comniwnity Arts Agencies (NACAA)(now the National Assem-
bly of Local Arts Agencies) of their own membership. NACAA estimated
the universe of CAAs to number approximately 2000. Directors of all agen-
cies reporting a full-time professional administrator in response to the
NACAA inquiry were included in our study’s population. Although we can-
not assess rigorously the extent to which the agencies in our population dif-
fered from those that were not NACAA members and/or those without full-
time paid administrators, our agencies were probably larger or wealthier
than most (because they could afford to employ full-t'mc directors) and were
relatively cosmopolitan (because they participated in a national organiza-
tion). Nonetheless, our findings regarding CAA directors should be inter-
preted with caution since we know so little about the universe of agencies.

After we eliminated organizations that were defunct or that did not,
at the time of the survey, have full-time executives, we were left with
responses from 102 t. zater managing directors (a response rate of 68.67
percent), 113 orchestra managers (72.67 percent), 132 art museum direc-
tors (67.20 percent), and 171 CAA directors (86.54 pcrcent).

Merging our aata with information from Theatre Profiles 4 permitted
us to test the sample of resident .heater managing directors on a variety
of factors for response bias. These tests revealed that respondents’ and
nonrespondents’ theaters were similar across a widc range of variables, in-
cluding region, house capacity and percentage of seats filled, percentage
of income earned, and mean income.

Among art museum directors, only museum region could be used to
test for response bias. Response was somewhat higher for dircctors from
the Great Lakes, Mid-South, and Guif regions (74.19 percent) than for direc-
tors from the Pacific, Northwest, Southwest, North Plains, and South Plains
regions (60.00), with the response rate of directors from New England,
the Middle Atlantic states, and New York close to the population mean.

Response rates of orchestra managers varied not by region but by ASOL
budget classification. Almost all of the regional managers responded to the
survey, compared with just under two thirds of the metropolitan managers.
Response from major managers was close to the population mean.
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Lastly, for CAA directors, our survey was merged with data from
NACAA'’s 1980 survey (from which our sample was derived), providing
several tests of ~ample bias. Response rates were very similar by region,
degree of urbanization of community served, and budget size; however,
directors of private, undesignated nonprofit agencies were less likely to re-
spond (78.13 percent) than were directors of either publicly designated non-
profit agencies or public CAAs (90.32 percent and 92.11 rercent,
respectively).

Because none of the surveys, then, appears to be flawed by dramatic
response bias, given the qualifications cited and the relatively high response
rates, analyses can, for the most part, be generalized to the populations
surveyed.

Still, certain caveats should be observed in interpreting the data presented
in the following chapters. First, the findings cannot be generalized beyond
the populations surveyed: in the case of the theaters, orchestras, and art
museums, they apply only to executives of the 150 to 200 major institu-
tions in each field; and, in the case of the CAAs, they apply only to those
NACAA members who indicated they had a full-time paid director. This
is not a major disability, however, because the organizations surveyed ac-
count for the great bulk of expenditures in their fields, and many smaller
organizations do not have full-time paid managers.

In a few cases, particularly in the survey of theater managing direc-
tors, substantial item nonresponse rendered interpretation cf specific results
difficult. All tables indicate the number of respondents on which results
are based, and the most striking instances of item nonresponse are men-
tioned in text or notes. Other caveats apply only to specific chapters and
are described at length in the text.

The Report

This report first examines the backgr.unds, schooling, and career ex-
periences of the senior administrators surveyed; the preparation they had
for their positions and their evaluations of it; and the rewards and satisfac-
tions they receive from their jobs and their expectations for future employ-
ment. It then addresses the extent of the administrators’ participation in pro-
fessional activities outside their organizations, and lastly it reviews their
attitudes toward a range of policy and management issues, many of which
relate to their organizations’ missions. In each chapter, we first compare
the responses of administrators from each field; and then, based on factors
such as cohort, organization size, and career experience, we look at notable
variation in responses within each field.

The material in this report represents the major findings of this study.
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MANAGERS OF THE ARTS

For the sake of brevity, reports of many analyses have been cmitted. A
much longer, more exhaustive report of our findings, including copies of
the survey instruments and of all tables for which statistics are cited, is
available for study at the offices of the National Endowment for the Arts’
Research Division. This report has been distributed by the Educational
Research Information Center (ERIC) to libraries and to ‘‘on-iine’’ com-
mercial information services under the title The Careers and Opinions of
Administrators of U.S. Art Museums, Resident Theatres, Orchestras, and
Local Arts Agencies (ERIC No. ED 257 696).

The author is obliged to many people and organizations for help in
undertaking and completing this study. In addition to the Research Divi-
sion of the National Endowment for the Arts, the Yale University Program
on Non-Profit Organizations provided financial backing and a supportive
environment for this research, and data analyses were supported by Yale
University through the Institution for Social and Policy Studies, School of
Organization and Management, and Department of Sociology. I am par-
ticularly grateful to Prof. John G. Simon for his confidence in this work.
Time to revise the report for publication was provided by a sabbatical from
Yale, which was supported by grants from tbe Carnegie Corporation of
New York and the William and Flora Hewlett Fouudation to the Yale Pro-
gram on Non-Profit Organizations; and by a grant to the Center for Ad-
vanced Study in the Behavioral Sciences from the Andrew W. Mellon Foun-
dation. The Center for Advanced Study provided expert clerical and com-
puter assistance and 2 nurturant atmosphere without parallel.

The largest debt of appreciation is owed to the many administrators
who tock time from their usually oversaturated schedules, often with ex-
tracrdinary good humor, to complete the surveys. Many arts administrators,
service organization staff, and stafi of public arts agencies, some of whom
would prefer to remain unnamed, provided invaluable critical reviews of
draft survey instruments. / am grateful for the help and cooperation of the
NACAA, and in particular, of its directors, Chick Dombach and Gretchen
Weist, who kindly made available to me results of their own survey of
NACAA’s membership. The good counsel and patience of Tom Bradshaw,
Harold Horowitz, and John Shaffer of the National Endowment for the Arts’
Research Division, is much appreciated, as is advice on survey drafting
from several present and former Yale colleagues, especially John Kimberly,
Walter Poweil, and Janet Weiss. Mitchell Smith of the New York State
Council on the Arts offered helpful tips on surveying arts administrators.
Ella Sandor of the Yale Program on Non-Profit Organizations facilitated
the administration of the study throughout, and Barbara Mulligan and
Marilyn Mandell provided outstanding clerical (and, at time, more than
clerical) assistance during the survey phase. Thanks is due Caroline Watts,
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Elizabeth Huntley, and Naomi Rutenberg for dedicated research assistance
in undertaking the survy; Frank P. Romo, for advice on data analysis;
and, especially, Kristen Stenberg, for superb assistance in data analysis and
for extraordinary feats of diligence, patience, and creativity in data
management.

Notes

1. Peter M. Blau and Richard A. Schoenherr, The Structure of Orgunizations (New York:
Basic Books, 1971).

2. This argument is made most lucidly by Richard A. Peterson in ‘‘From Impresario
io Arts Administrator: Formal Accountability in Nonprofit Cultural Organizations,”
in Nonprofit Enterprise in the Arts: Studies in Mission and Constraint, ed. Paul
DiMaggio (New York: Oxford University Press, 1986).

3. When this research was undertaken, ‘‘community ais agencies’’ was the term com-
monly used for organizations that now refer to themsclves as *‘local arts agencies.’’
The service organization for this field, the Navonal Assembly of Local Arts Agen-
cies (NALAA), was then named the National Assembly of Community Arts Agen-
cies (NACAA). Throughout this report, the term ‘‘community aits agency’’ (CAA)
is used fo refer to the agencies at the time of the survey, while “‘local arts agency”
is used as the generic or contemporary referance.

4. David J. Skal, ed., Theatre Profiles 4 (New Ynrk: Theatre Communications Group,
1979).

5. Mathtech, Inc., Conditions and Needs of the Professicnal American Theatre
(Washington, D.C.: National Endowment for the Arts, Research Division, 1980).

6. Resource Guide (Vienna, Va.: American Symphtony Orchestra League, 1979).

7. See Macro Systems, Inc., Contractor’s Report: Museum Program Survey, 1979
(Washington, D.C.: National Center for £ ucational Statistics, 1981).

§. Some responding museums provided only *‘total budget’’ figures rather than *‘operating
budget’’ information. Where attendance reports appeared inflated—i.e., where they
were inconsistent with data on budget and hours—museums were dropped.

9. American Association cf Museums, The Official Museum Directorv 1980 (Skckie,
Ill.: National Register Publishing Co., Inc., 1979).

10. Jacques Cattell Press, American Art Directory (New York: Bowker 1980).
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Execu:uive Sun.aary

This survey report examiues the backgrounds and careers of senior ad-
ministrators of 12sident theaters, art museums, symphony orchestras, and
community arts agencies (CAAs); the rewards they receive from their work
and their expectations about future employment; the training they have had
and their evaluation of it; «nd their professional participation and attitudes
on a range of management and policy issues. Highlights of the study’s find-
ings are summarized under three headings, each a topic of importance to
arts administrators and policymakers: recruitment and rewu:d, training, and
professicnalism.

Recruitment and Reward

The 1960s and 1970s were a time of expansion for the: arts in two senses:
first, many arts organizations grew significantly in size during that period;
and second, the number of organizations in many fields grew substantially
as well. Growth of both kinds increased empioyment opportunities, attracted
potential managers into the labor market, and provided r., d advancement
for many of the people thus drawn in. But if growth slows down in the
years to come, arts organizations may find it more difficult to recruit
inanagers; and managers, once recruited, .nay find fewer opportunities for
career development than did their predecessors.

Indeed, in 1981, when these dat~ were collected, the years in which
the managers surveyed had entered their fields tended to cluster for all
disciplines but orchesiras. The greatest period of influx among art museum
directors was between 1966 and 1970; among theater managing directors,
between 1971 and 1975; and among CAA directors, between 1975 and 1979.
These periods occurred either during or immediateiy afte. expansionary eras.
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Most administrators came from relatively—but not extremely—
privileged social backgrounds. Their parents had moie years of schooling
and better jobs than most Americans of their age. However, except perhaps
for those of the art museum directors, administrators’ parents were not ‘
predominantly college educated, professional, or upper managerial. Cohort j
comparisons indicate that, among art museum and, to a lesser extent, theater |
administrators, family backgrounds have become less high-status over time. |
By contrast, the administrators themselves were notably well educated. |
In every field, all but a few had college degrees and more than half pur-
sued their formal education beyond college. Greater educational attainment ‘
over time was found among theater managing directors and art museum
directors, the latter of whom increasingly had eamed Ph.D.s in art history; 1
and substantial percentages within both groups with college degrees had |
earned them at very selective colleges and universities. |
At the same time, women in all fields tended to have received fewer
years of education. They also managed smaller organizations. But although
all fields cxcept the art museums had greater percentages of women among
more recent cohorts of administrators, we cannot assume their greater
representation indicates a long-term expansion of opportnnities for women
administrators since the attrition of women managers may possibly be higher
than that of their male counterparts.
Administrators were initially recruited into their fields from various
' sources. About 40 percent of the art museum directors and orchestra
managers entered their fields immediately after completing their formal
education. This proportion declined among theater managing directors and
was even smaller among CAA directors. However, only in the symphcay
orchestra field were administrators frequently recruited from business
enterprises.
The first jobs many respondents heid in their fields (as many as 80 per-
cent of CAA directors) were top administratorships. Smaller proportions
in each field entered into aesthetic positions first, from theater managing
directors and orchestra managers who began as actors or musicians, respec-
tively, to art museum directors who started in curatoria', registration, or
exhibition positions.
Nonetheless, many administrators did have firsthand familiarity with
the arts they managed. Approximately 20 perceni . ¢he orchestra
respondents had worked at some time as musicians; a similar percentage
of the CAA directors reported working as visual or performing artists; two
fifths of the theater managing directors had been actors or artistic directors
(not necessarily full time); and more than two fifths of the art museum direc-
tors had been curators. What is more, substantial percentages of top managers
in each field majored in a relevant artistic discipline in college.
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EXECUTIVE SUMMARY

In the performing arts, however, our 1981 data show that the percen-
tage of administrators with artistic experience appears to have declined over
time: the most recent entrants into these fields were more likely to have
administrative experience and/or management degrees, and were less likely
to report artistic experience, than were more senior administrators. Similarly,
the percentage of art museum directors who had been curators declined with
time as the percentage of new r:cruits moving to directorships from academic
w:aching jobs increased.

Arts administration careers lack the formal structure that educational
and internship re. .irements impos= on the traditional professions and that
managers of the largest corporations receive from internal labor markets.
There are no formal ranks or systematic evaluations as there are in govern-
mer:t service to provide individuals with guides to their own progress. In-
deed, only in the art museums, where one career pattern (from curator to
director) was being preempted by another (from art history professor to
director) were there one or two modal career progressions. In the other
fields, and particularly in the community arts, careers were neither routinized
nor predictable.

Such unpredictable career structures are often stressful, and where
careers are sufficiently chaotic, retention of personnel may be difficult. To
some extent, expansion of members and size of organizations may have
softened the effects of a lack of routinization between 1960 and 1980, dur-
ing which time administrators in all four fields rose quickly to command-
ing positions. Median years to first top managership range from zero among
the community arts respondents (where most directors were hired into top
positions from outside the field) to about six years in the art museum field.
Most administrators attained their first chief executive positions while still
in their thirties. Contrary to popular belief, however, arts administrators
who remain in their fields do not appear to be job-hoppers: more than half
of those surveyed had worked for one or two organizations in their fields,
and only a small percentage had held jobs at more than four.

To the extent that the ratz of growth of the field covered in the study
(and with it opportunities for career advancement) has declined during the
1980s, arts organizations may have trouble recruiting and, in particular,
keeping talented administrators. It is thus all the more important to under-
stand the rewards that keep administrators at their jobs.

Organizational budgets and salaries were highest for the art museums
and orchestras, and lowest for the resident theaters and CAAs. Art museum
girectors and orchestra managers also reported somewhat higher levels of
satisfaction than did other ‘dministrators. By contrast, more CAA direc-
tors than other respondents considered it likely that they would accept a
job outside the arts, that they would work for public arts agencies other
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than CAAs, or that they would manage some other kind of arts crganiza-
tion. These findings suggest that the lack of both resouices and other more
subjective rewards may lead to attrition among CAA directors and perhaps
among administrators in other fields as well.

Holding other factors constant, seniority was related to the size of
organizational budget in all fields but the art museums; it also influenced
salaries in all fields but art museums. Thus women, who managed smaller
organizations, received lower pay than comparable male administrators in
every field. Finally, attendance at a private schoo} or a prestigious college
was associated with organizational budget as well. Among art museum direc-
tors, the best predictor of the resources a director commanded was posses-
sion of a degree from a specific prestigious American university.

Factors that influenced expectations of leaving administrative positions
in the arts differed among the four fields. Women theater managing direc-
tors, for example, were more likely than their male counterparts to expect
to take jobs outside of the arts, as were art museam directors if, controlling
for other factors, they had a lot of museum experiencc for their age and
had worked as curators. Orchestra managers with business degrees were
less likely, other things equal, to anticipate working outside of the arts than
were those without them. Aind among CAA directors, intention to leave
the field was negatively associated with college selectivity and years of ex-
perience, and positively associated with parental education. Finally, for all
groups but art museum directors, administrato:s in the middle cohort were
most likely to consider their taking a job outside the arts, which perhaps
indicates frustration over career blockage among midcareer managers. It
is among these midcarcer managers and, for the theaters, among female
administrators, that the dangers of significant attrition would appear greatest.

These findings suggest the importance of both rewards and relatively
stable career paths in recruiting and keeping talented administrators. Of
course, some administrators will always be attracted to the arts; those
surveyed reported deriving satisfaction from many aspects of their work.
Yet it will probably remain difficult—and, to the extent expansion slows,
become more difficult—to attract and retain committed and talented ad-
ministrators in all the 1ields discussed here, except perhaps art museums.
The danger of attrition appears greatest in community arts agencies, where
careers are most chaotic and salaries are lowest; conversely, it is least press-
ing among art museum directors, whose salaries are highest and whose career
patterns are most predictable. The data reported suggest that a program aimed
at attracting and keeping managers would have to accomplish three things:

1. Raise salaries in fields in which administrators are least well paid.

2. Establish somewhat more predictable career paths that offer the prom-
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ise of further opportunities to administrators who reach the top of large
or medium-sized organizations relatively early in life.

3. Offer more equal opportunities to women managers who pursue careers
in these fields.

Training

As the number and complexity of arts organizations have grown, so has
their need for skilled managers. Yet strikingly few of the administrators
su. cyed reported being well prepared for managerial positions. CAA direc-
tors (who, on average, first became administrators at an older age than other
maragers) were somewhat more likely to be prepared and art museum direc-
tors somewhat less likely—to assume many administrative duties at the time
they were appointed to their first top managership. In each field, as many
reported being poorly prepared for each function as being well prepared.
In short, administrators in all four fields believed their preparation, par-
ticularly in financial management and labor relations, could have been much
better. Additionally, theater managing directors felt they had been poorly
prepared for hoard relations while art museum directors specifically faulted
their preparation for government relations, marketing and public relations.
According to their responses in the survey, only the younger theater
managing directors had become better prepared for their positions than the
more senior managing directors. The more junior cohort among them were
more likely than any others to consider themselves well prepared at the start
for all functio:.; but labor relations, and less likely to consider themselves
poorly prepared for every function but personnel management. By contrast,
the senior art museum directors and orchestra managers were more likely
to report themselves poorly prepared for everything but personnel manage-
ment than were directors in the middle cohorts of their felds.
Administrators in all fields responded that on-the-job training was the
principal means by which they had tried to master each of the management
functions about which they were questioned in the study. Many had used
professional workshops and seminars, and art museum and theater manag-
ing directors in particular had used consultants. A smaller minority of ad-
ministrators in each field had taken university arts administration and general
management courses—especially theater managing directors and orchestra
managers—most notably in the area of financial management; and atten-
dance at these courses, particularly arong these groups, seemed to be rising.
General reputations of different training formats were surprisingly con-
sistent from field to field. Respondents in all fields ranked on-the-job train-
ing above all other forms, and internships were highly valued as well. By
contrast, management consultants were ranked very low in every field.
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Respondents were most polarized around university arts administration and
general management courses, and change in reputation by cohort appeared
only among the theater managing directors, where relative newcomers
favored university courses over workshops and seminars more than their
more senior colleagues did.

Yet when the question specified the management function for which
each training format was used and only those respondents who had actually
used the respective formats were asked to evaluate them, the responses were
quite different. Although the reputation of consultants among all ad-
ministrators was quite low, managers who had used them reported high
levels of satisfaction. Conversely, respondents who had used arts administra-
tion programs found them relatively unhelpful for most purposes, e :n
though their generalized reputation was rather high.

These findings reflect subjective appraisals and not objective measures
of the quality either of the preparation arts administrators reccived or of
the different kinds of training formats. They do, however, suggest several
points policymakers should bear in mind:

1. Administrators in all these fields perceive their preparation for executive
positions to be inadequate.

2. On-the-job training is still the most common and best appreciated kind
of training in every field for administrative skills.

3. People who actually used different training methods for specific pur-
poses rated them differently than those who had not used them. To
the extent that the former’s evaluations have a sounder basis, program
administrators should be cautious cf making decisions about training
alternatives on those methods’ general reputasions. Agencies and foun-
dations that have supported the development of specific kinds of manage-
ment training should consider rigorously evaluating the effectiveness
of the programs they have aided before expending more funds for this

purpose.

Professionalism

The term professionalism is often used to connote competence, and a *‘pro-
fessional manager” is often seen as one who is knowledgeable and capable.
This usage, however, does not tell us how occupations that are regarded
as professions differ from those that are not. (There are, for example,
bricklayers, train conductors, and automotive mechanics who are both well
and poorly trained, both competent and incompetent; yet few people talk
about professionalism in those fields, and those who do are not taken very
seriously.)
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Instead, this report adheres to a definition of professionalism that is
based on a tradition of studies of professionals and professionalizing oc-
cupations. In this tradition, professions are described as occupations with
some or all of the following characteristics: a monopoly of at least somewhat
esoteric knowledge; a body of professional ethics or standards; professional
associations that enforce these standards, accredit training institutions, and
license practitioners; extensive collegial interaction among practitioners
employed in different organizations, » commitment to professional stan-
dards even when they conflict with organizational goals; and a claim to
altruism and disinterestedness in prosessional practice. Professionalism, as
used here, refers to the presence o: absence of these factors, and not to
the competence or lack thereof of practitioners.

Administrators in all four fields participated in an extensive web of
local, state, and national professional activities, ranging from xplicitly pro-
fessional societies like the Association of Art Museum Directors, to ser-
vice organizaticns that function in some ways like professional associations,
to peer review panels in state and federal arts and cultural agencies. Speeches
at association meetings and articles in field publications often refer to pro-
fessionalism as a goal or a reality.

Yet in none of these fields were managers regarded as professionals
as the term is used here. In no case, for example, were practitioners re-
quired to hold degrees in a particular management curriculum, nor were
they licensed by professional panels. Moreover, allegiance to values
associated with professionalism (mastery of a formal body of expertise, sup-
port for professional over organizational standards, licensing for practi-
tioners) was far from universal among the respondents.

Possibly these findings reflect processes of professionalization that are
stiil incomplete. Indeed, professionalism seems least advanced among the
CAA administrators, the newest managerial group, and most advanced
(although in its art-historical rather than administrative sense) among the
art museum directors, the arts’ oldest administrative cadre. Our survey
reveals some evidence of managerial professionalization in the resident
theater, where younger managing directors were more likely to have for-
mal training beyond college, management degrees and management ex-
perience prior to assuming their first top administrative position, and in-
service training in university management programs. Attitudes of the more
recent theater administrators were also more akin, in some respects, to tradi-
tional professional values than were those of their more senior colleagues.
Nonetheless, even the most junior cohort of managing theater directors
showed divergence from the professional model, and experiences and at-
titudes of administrators in the other fields were even less typical of
professionalism.

13




MANAGERS OF THE ARTS

Managerial professionalization in the arts is a movement fraught with
paradox. One paradox has to do with the nature of professional manage-
ment in any field. A tension exists between the emphasis in professional
ideology on peer control and the emphasis in management on the pursuit
of the organization’s best interests. If the professional—by definition—must
evade organizational control to live up to the standards of the profession,
the manager—again, by definition—must exert control for the benefit of
the organization. If the professional’s legitimacy comes from the impossibil-
ity of routinizing his or her work, the manager’s derives from his or her
expertise at making organizational processes more routine. Managerial and
nrofessional warrants for occupational authority are different and, to some
extent, inconsistent.

A secon